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Those of us who spent our childhood between the six-
ties and the seventies find publicity extraordinarily
near to us. Together with most of the production of
television of that period, it forms part of our most
pleasant memories.
And, far above the accusations of lying and manip-
ulating, of the hidden persuader, which were heaped
on it by the first communication theoreticians, any
criticism must be trivial when compared with the im-
pact it exerts on society. I am not referring to a nega-
tive impact but rather to the way in which it generates
popular iconography. It is frequent to hear people in
the street talking about this or that advert. They do so
with an awareness of cause, referring to its images, its
jingles and its slogans, as if it were an event of the
greatest importance.
In so far as it deals with a social fact of real impor-
tance it interferes in our lives, customs and cultural
forms, both of the cinema and of art, and, in general,
of anything that affects the image. It is precisely be-
cause of this influence that it is impossible to consider
advertisements in separation from the rest of our cul-
ture. Thus, publicity frequently appears linked to de-
sign, to art and to industry. The techno-economic
changes that have revolutionized our business struc-
ture have at the same time meant a change in our pub-
licity, not only with reference to final results but also
to the way in which these are obtained by agencies;
that is to say, the way in which the creative, graphic or
production work is commissioned.
It is no less interesting to follow the evolution of
advertising forms in the last twenty years. We have
passed from educational publicity to aestheticist pub-
licity. Looking back at the evolution of adverts we can
see that the traditional approaches' have suffered their
ups and downs in accordance with the decades. At
present, it is almost indispensable for the emotional
approach, which is the basic approach, to be accom-
panied by an aesthetic approach, because products ba-
sically sell a brand image. In some cases, even, aesthet-
ics is accompanied by nothing, but constitutes the
entire creative approach of the campaign. What we
usually forget and what I shall try to recall here is that
we are dealing with a process that began in the indus-
trial design of the fifties. In fact, this latter became
aware of its role from the moment it became one big
publicity campaign for itself and for the Product, with
a capital P.
Paradoxically, in our country this high point of aes-
thetic preponderance has coincided with the irruption
of advertising that is just as cheap as it is of low quali-
ty and of a change of attitude on the part of the media
and advertisers. A debate is needed on the quality of a
product that is subject to certain very rigid norms that
control it ethically but are not concerned with how
upsetting (and harmful?) some adverts can be.
Among those guilty of this aesthetic degradation of
the final result are to be found the new media, or rath-
er, the transformation the market has undergone after
their irruption, which has opened the gates to a series
of advertisers who five years ago found television rates
so far beyond their reach that they did not even con-
sider them.2
I should like to turn now to the evolution of adver-
tising and its present degradation, which has convert-
ed adverts into genuine and malicious hidden persuad-
ers.3 One example of this is the so called green
publicity, which has appeared on the scene as a result
of the ecological avalanche which has poured down
upon us at this century's end and which conceals a
strategy of change of image, aimed above all at the
man in the street and, of course, at the housewife, who
has given up her role of the little woman and become a
passive ecological activist. The star of the advertising
world has changed from the wife devoted to her house-
hold chores into a top model, just as shallow (or more
so) but covered with diaphanous glamour.
The evolution towards the present situation
Although they had already constituted a significant
business sector for more than twenty years, the adver-
tising company and the professional of the sixties were
1. Like the classic duality of rational and emotional creative
approaches, for example.
2. According to an article in El Pats, Friday, 27 August,
1993, advertising discounts on TV can be as high as 77%.
3. In the strict sense to which Eco refers in Apocalittici e in-
tegratti, Bompiani, 1965.
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still completely unknown as far as the general public
was concerned. Their future was almost an unknown
quantity, although it was evident that the business was
growing, as was to be shown in subsequent years.
Within this framework, the advertising agent who was
working thirty years ago was eminently creative. He
was enormously interested in ideas and the responsi-
bility (almost scientific) of how to present them to the
public. The formal wrapping of these ideas was gener-
ally relegated to second place.
The development of contemporary design between
1960 and 1975 runs parallel to the development of a
kind of publicity which we could designate as rigorous.
According to Arthur J. Pulos,4 towards 1960 the Amer-
icans woke up from their postwar consumer orgy with
an unpleasant feeling of disappointment. The prophe-
sied day had come when humanity was to attain its
highest standard of living thanks to the intervention of
technology, and yet nothing had changed very much.
Only the forms. Meanwhile, certain events insisted on
keeping alive the American Way, such as the space
race, or John F. Kennedy's declaration of the inaliena-
ble rights of the American consumer: the right to be
safe, the right to be informed, the right to know and
the right to choose.
These rights have defined advertising practice for a
long time, and established the bases for a humanist
type of advertising and design, which developed
throughout the sixties and reached their splendour in
the seventies. The professionals of the time found
themselves committed by the product and by those
who had to use it in a climate of social conflict and
cultural chaos which was claiming for human values
and an improvement in the quality of the environment.
This was also the basis of the philosophy which gener-
ated the pedagogic publicity I referred to above, close
to the man in the street, capable of teaching him any-
thing from the use of deodorants to how to choose
a car.
Returning to design, in the decade of the sixties,
both the practice of industrial design and its teaching
varied radically, particularly with regard to the in-
tellectual basis that supported it. It was the moment
of the birth of not only a myriad of theoretical ap-
proaches, like semiotics, but also of the first attempts
at a definition of design and the first professional soci-
eties.
Pulos5 maintains that with the development of tele-
vision, publicity and the new way of depersonalized
buying (where the public chose freely in supermarkets
or clothes stores, for example), the centre of attention
moved basically to the markets, now definitively guid-
ed by the mass media. A designer would begin to value
himself by the extent to which he was able to increase
the sales curve. This importance of the mass media was
so decisive that semiotics itself, fascinated by the phe-
nomenon, tried to use communication diagrams as a
unit of measurement for all the sciences.
So for twenty years theoretical discussion about
design and publicity turned around the human factor,
ergonomics, considerate design and communication as
a new science. At this very moment the consumer tried
more and more to participate in the processes of the
development, use and diffusion of science, technology
and economy in society, especially in the fields of
health, food, environment and conditions of life (in
which those of design play a fundamental part) and
work in general.6
Publicity was born of a medium which had im-
posed itself in earlier decades, the radio, and, parallel
to this, of the animated cartoons, of those who knew
how to take advantage of their marvellous power of
communication. In the advertising market have
worked many, from Walt Disney himself to the recent-
ly rediscovered7 Tex Avery (responsible for the anima-
tion of the classic Raid campaigns between the fifties
and the seventies). The cartoon and the jingle are
means which fitted the advertising message like a ring
on a finger, and more so within the aesthetic frame-
work of the fifties. From these came one of their main
differential traits: the sense of humour, which devel-
oped basically throughout the sixties, when publicity
had not yet fallen into the hands of copywriters and
producers excessively concerned with form. This sense
of humour, almost forgotten during the eighties, was
not to return until the present time.
But the fifties were also the years of the heyday of
4. Pulos, Arthur J., «A new concept in design. Development
in design 1960-70», in Schònberger, Angela, Raymond Loewy.
Pioneer of American industrial design, Prestel-Verlag, Munich,
1990, p. 151.
5. Pulos, Arthur, J., op. cit., pp. 153-154.
6. According to Ricardo Petrella, this is still the present role
of the consumer. See Petrella, Ricardo, «La innovació tecno-
lògica: una perspectiva social en un univers de maquines», Qua-
derns de Tecnologia, n. 1, Institut Català de Tecnologia, Bar-
celona, April, 1990, p. 22.
7. In our country, of course.
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styling, or more exactly the years when styling mainly
reached the public after its invention had been inter-
rupted by the Second World War. This was precisely
the origin of the concern for form in publicity: to the
frivolity and sense of humour of the first adverts was
added an eagerness to consolidate the brand image
through design.
Thus, companies began to realize the importance of
presenting a good image to the public and decided to
carry out important changes in their corporate image.
This image, which nowadays is habitually looked after
by graphic designers or publicity agencies, was at first
in the hands of the same industrial designers who also
remodelled the external form of the product or even of
the company's offices.8
Occasionally this change of image was a way of
publicizing and finding a place for the product in the
market. A classic example, which is frequently used,9
is that of IBM Selectric, whose design began in 1961.
IBM proposed, at the end of the fifties, to create an
élite image, mainly the responsibility of Eliot Noyes,
who had worked for Geddes in his studio in the years
before it came down. They published certain norms for
their corporate image, which defined specifications
for the design of all their products. This was closely
linked to the company's programme of technical inno-
vations, which in 1969 culminated in the arrival on the
market of the said typewriter. In it, the traditional
mechanism was simplified to such an extent that they
even eliminated key bars and moving roller, with
everything unified by the frame. This sober design was
the first to constitute the corporate personality of the
company, in which the design was closely tied to
the large research and development departments, and
still is.
Another classic example of change of image-prod-
uct linked to technology, also cited by Heskett,10 is that
of SONY, which also took the product as a contempo-
rary symbol of the future, specifically its miniaturiza-
tion. They set out from the premise that once every-
thing was invented, they had to begin the race to invent
it smaller. The first of SONY's inventions to pave the
way was the diminutive television set Micro, put on
sale in 1962, with a 5-inch screen. Heskett comments
that its simplicity and technical precision had to be
fundamental to the way of approaching design in the
future.
In publicity it is difficult to generalize. It is more
advisable to speak in terms of country, but I believe
that what I have stated so far is perfectly applicable to
the Spanish panorama, at least in its form, if not in its
chronology. Because this type of publicity, creative and
intelligent and directly linked to the product, came to
us ten years later, coinciding with the moment of ma-
turity of most of our agencies and producers, who had
attained the very high level of production and quality
that is still their characteristic trait.
In the seventies publicity, perhaps more than in any
other part of the western world, played an educational
role in bringing us customs from outside the country.
For example, it taught us to use deodorants; remember
the Rexona campaigns, «the deodorant that never lets
you down», or Tulipán Negro, with «soft French per-
fume»? Today things have changed considerably but
there are still vestiges of that pedagogic vocation. A
campaign at the end of 199211 taught us how to use
dishwashers, a basic element in any American kitchen
in the mid-fifties.
Besides this link with the product that came to us
ten years late, of which the socialist institutions were
pioneers, the publicity of the eighties in our country
played the role of importer of aesthetic fashions. The
fashions arrived accompanied, for example, by the top
models, with names. The stars were no longer house-
wives or unknown models, but were Naomi Campbell,
Linda Evangelista, Christy Turlington, Claudia
Schiffer etc. From the housewife worried about her
family competing in whiteness with her neighbours,
who appeared in the first OMO campaigns, we have
changed to a housewife who is essentially exactly the
same but whose worries are more elevated: image and
ecology.
But if there has been something in advertising that
has really worried all the parties involved in it in re-
cent years, it has been the external form of the prod-
uct. In the early eighties, to the traditional publicity
premises there was added another: the advert must re-
semble what the public expected of it aesthetically. The
cause of this change of attitude on the part of the pub-
lic and advertisers alike must be sought in the fact that
one of the undeniable characteristics of the contempo-
8. As in the case of Bell Telephone, IBM, the great oil com-
panies, etc.
9. See Pulos, Arthur J., op. cit., p. 156; or Heskett, John,
Industrial Design, Times and Hudson, London, 1980.
10. Heskett, John, op. cit., p. 175.
11. Electrodomésticos CANDY.
62
Alfonso Ruiz Rallo
rary market is the homogenization of the product.
Faced with a range of brands that resemble each other
to a high degree and which offer practically the same,
the only thing that can sell is an appeal to the emo-
tions, since if all the products are alike any rational
proposal to buy becomes absurd.
But the public —which, as I shall show later, is lazi-
er than ever— is only willing to understand the aes-
thetic aspect of the emotional proposal. Here in lies
one of the great problems that has to be faced by the
copywriter of the nineties. After the way in which vi-
sion has educated us in the eighties, today's commer-
cial has to have blue tones, back lights, smoke, fans...
It must look like the cinema, and if it can look like the
cinema of Riddley Scott, so much the better.
On the aesthetic plane it is most important to em-
phasize the arrival at the production media (at the
same time both those of design and those of advertis-
ing) of a series of personalities who have taken as one
of their principal sources the underground comics and
those of swords and witchcraft (mainly from the Amer-
ican publisher Warren) of the late sixties and the sev-
enties, which replaced the outdated superheroes in py-
jamas of the fifties who had little to do with their
super-powers when faced by a new enemy that was
much more ambiguous and, on occasions, was the very
government for whom they were fighting.
I am convinced that these, together with the aes-
thetics of musical origin inherited from the punk are
responsible both for the ideal of woman (warrior) of
the early eighties who shared the stage with the top
models and for the young fashion that Radio Futura
was so in love with at the time. The superheroes, inci-
dentally, did not return until the mid-eighties, although
only fleetingly and in a sinister version much more in
keeping with the times.12
Just when this was happening private television
appeared and a field that until then had been reserved
for the radio —the Spanish medium par excellence—
passed to television: that of the cheap advert, because
clients with a medium or low budget, who lack suffi-
cient money for an ambitious production, also have
access to the small screen. There has arrived on the
scene a series of new professionals, completely differ-
ent from those who came in from the cinema in the
eighties: they have no trade and probably no intention
of acquiring one. With these almost all the advances in
form of the previous period have been lost. It may be
that they will learn with time or they may be relegated
for ever to a minor product that will have its impor-
tance in the spectrum as a whole.
To return to the matter of the worry about aesthet-
ics, in Spain radical-changes in corporate image came
late but they benefited from their coincidence with the
worlwide boom in neostyling and with the new aes-
thetics generated by juvenile movements. The design-
ers began to be called on systematically to this end,
above all by political parties and the large companies
connected to institutions.
Strokes and the three primary colours took shape
(and invaded us) in the new corporate images (some
companies were slow in perceiving this and even today
they are still proposing them as avant-garde images, as
is the case of the new logotype of A-3 Television). The
role of socialist town councils in this development of
an avant-garde corporate image was fundamental. For
example, the campaign that began with «Barcelona
més que mai» reached its climax in the Olympics, a
genuine performance on a world scale. Bassat, a veter-
an publicist, directed the opening and closing ceremo-
nies of the Games.
The computer has had an important aesthetic in-
fluence. The first graphic palettes and the application
of a whole series of new electronic technologies (prin-
cipally in the fields of video and computer science)
bore fruit in the invention of the video-clip, the chem-
ically pure marketing product of the eighties, the result
of work with the new technologies, mythicized to the
maximum by the heirs to the underground movements.
In it converge fashion, avant-garde, aesthetics, image
and, of course, high technology.
Technology whose cost, incidentally, has fallen sig-
nificantly in hardly a decade, so much so that it is prac-
tically available to any pocket. I shall not consider the
speed of this technological change and the minimum
investment feasible to make it economic. This I shall
leave to the companies or to the pockets of each one of
us, if we are freelance professionals. The important
thing is that now, when this wonderful technology
which has made possible such a radical aesthetic chan-
ge is in the hands of everybody, the quality of the re-
sults is falling considerably: because, faced with the
enormous facilities afforded to us by machines, we
have a tendency to forget just how important it is to
12. In anthological series, such as the already classic Watch-
men, by Alan Moore and Dave Gibbons, published in Spain by
Ediciones Zinco, 1987.
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use the imagination. That same imagination that thirty
years ago was capable of obtaining excellent products
with more modest means. Designers have not realized
how stupid a computer can be; enveloped as they are
in the mantle of new technologies they are dazzled and
let themselves become fascinated by them.
It is a paradox that the new role of the designer,
who considers himself an artist first and foremost and
whom I shall designate as designer-artist, is closely
linked to this technological conception of the world.
Design in Japan is one of the keys to understanding
this glamour that surrounds high technology. An ex-
ample of this is the success and «profitability» of
Naoki Sakai. I only need to cite the case of the alloca-
tion of the twenty thousand models constructed of the
Nissan Figaro, which had to be sold by lottery. The key
to Sakai's success lies in the intelligent combination of
styling and hi-tech.
Neostyling is the clearest example of the link be-
tween industrial design and publicity. In the car indus-
try this is especially evident. The Japanese car industry
is one of the clearest examples of betting on high tech-
nology that sells. A phenomenon is occurring which
has not occurred since the forties: high technology
forms of industrial design are becoming a publicity
campaign for themselves: they have created around
themselves a scientific-type myth like that of aerody-
namics in its day, which is capable of making them sell
better through a typical publicity promise invented by
the pioneers of the industrial design, that of being
modern.
It is strange and worth reflecting on how it is that
the new technologies have now taken on this role;
computers in particular, at the beginning of the eight-
ies, became the torchbearers of modernity and a hope
for the future, the ultimate in the «imagine what they
can invent» which was dominant in the fifties and six-
ties. Now that everything has been invented, the per-
sonal computer is a tool for transport into the future,
like many other tools about which the Japanese know
more than anybody. We are immersed in an enormous
publicity spot for this future, whose mission, far dis-
tant from that of the pioneers, is to become an argu-
ment for force or power.
The fact is that hi-tech sells wonderfully well and
the magic words are electronic, computers, telecom-
munications, new synthetic materials, biotechnology,
robotics and the big question mark of what these will
bring for us in the future. Two examples of campaigns
that were clairvoyant in this sense could be that of Ba-
lay, which made the maximum use of the robotics by
means of which their production plants were automat-
ed and that of Fiat, perhaps the forerunner of this type
of approach, with its 1978 slogan for the creation of
the Fiat Ritmo, the first product in the world with
these characteristics «Hand-made by robots».
These first steps have helped to create myths like
that of Silicon Valley, where the computer kids (people
with a deep knowledge of the subject) feel perfectly
integrated in the design process. In this way, creativity
is beginning to be associated with software. This inter-
relation with engineers and scientists connected with
the computer has done much for design.
Summarizing the path followed by advertising aes-
thetics during the last half century, in the fifties and the
sixties, we can say that publicity was not design, as
least as we understand it today. Basically, it was a per-
fect combination of good ideas and a sense of humour.
When, from the nineties we have recovered this epoch
as a revival, we have only been able to recover its
forms. What has been difficult is the recovery of its
good ideas and its sense of humour.13
In the seventies, above all in Spain, publicity was
education; and not only in the literal sense to which I
referred above with the example of Rexona. It was ed-
ucation because it served principally to generate the
advertising taste which still predominates today. More-
over, the product was more scientific than ever and
greater importance was given to rational proposals
and to the objective aspects of the profession: market-
ing and market statistics. To ideas was added produc-
tion, which bathed the product in the glamour that
characterizes it today.
The result was a type of publicity which was, above
all, design. Strangely enough it was «revivalist» design
recalling epochs when this was given a very different
significance, when it acted as a support for production
not as the final aim. The advertising agent once again
became a public relations consultant, as he had been
before, together with the designers, in the fifties and
sixties.
It the nineties it has become education again. It is
ecology and health, tinted with a «revivalist» type aes-
thetics in which anything goes. A tendentious and per-
13. I do not wish to be unfair, as in fact in recent years there
have been excellent, even highly entertaining, campaigns, but, of
course, one cannot generalize in this sense.
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verted kind of education which mixes aesthetics (de-
sign and advertising) to the point when it is sometimes
impossible to differentiate between them. Barter and
fashion have caused the advertising product to break
through the barriers of the spot and the traditional
media.
Since design has come back into fashion
In Spain, institutional policies, magazines and the in-
terest aroused in the media (curiously enough, the
fashion has preceded the fact that design has become
consolidated into company structure), together with
the high quality attained by the productions of cinema
advertising, have placed design once again practically
on the crest of the wave, where it has not been since
the fifties almost.
Randolph M. N. McAusland14 describes how the
first companies (in their beginnings virtually the «gar-
den shed» type) to completely integrate design into
their production processes attained a wide-scale suc-
cess of devastating characteristics: such is the case of
Apple Computers, Precor or Esprit. Apple's campaign
to launch its Macintosh was situated on the aesthetic
line typical of the mid-eighties, marked by science fic-
tion products, such as Blade runner, but its creative
approach was atypical: sell the computer as a political
gesture against the system by means of an approach
more properly that of the previous decade. The fact is
that the Macintosh became the biggest selling compu-
ter in the United States, partly because of the campaign
and partly, of course, because of the intrinsic quality
of the product.
Jean Jacques Salomon15 refers to this phenomenon
of the preponderance of small companies as the new
competitiveness which «is from now on fought out in
the field of the small and medium business rather than
in the field of the big company or the large public pro-
gramme». Publicity has a lot to do in this field.
From the moment when designers recovered their
professional status there was a definitive separation of
graphic and industrial designers. The former found
their natural space in the advertising market. But the
role of the designer had changed form in direct pro-
portion to the revision of business organization; decen-
tralization and specialization were the new ways of
working.
According to McAusland,16 far from the tradition-
al method of work of the artist, the designer resembles
more a company. Instead of intervening in the process,
first of all he initiates it and then limits himself to con-
tacting the different parts. At the most, he assembles
them. Within the field of present-day design, a giant
company such as those that existed in the fifties and
the sixties is unusual. In fact, these same firms have
gone on breaking into fragments with the passing of
time. Smaller, flexible studios are imposing themselves
through the emphasis they place on creativity.
To this is added the fact which Petrella17 draws our
attention to: the university is no longer the only place
in which science and knowledge are generated. Com-
panies, too, have now become important centres of re-
search. According to the same author, in 1988 IBM in-
vested about 4,000 million dollars in research and
development. We can add to this the fact that the uni-
versities are finding difficulties in their financing be-
cause of reductions in public spending. Forms of uni-
versity - company finance are now of vital importance.
As far as this is concerned, according to the same au-
thor, the university must re-examine certain pedagogic
plans bearing in mind that we are entering what he
calls the society of permanent recycling, in which we
shall have to learn certain techniques with the same
facility with which we shall have to learn to get rid of
them, by acquiring «the habit of getting rid of habits».
The new media and the new aesthetics
So far I have referred to formal and economic ques-
tions but this analysis would be incomplete without
touching on the problems which affect the change that
the media have undergone, since not even these can
escape from the current situation of chaos: the princi-
pal problem is rooted in the field of television and de-
14. McAusland, Randolph M. N., «New trends, new hori-
zons. American design after Loewy: 1975-89», in Schònberger,
Angela, Raymond Loewy. Pioneer of American industrial design,
Prestel-Verlag, Munich, 1990, p. 216. The first Apple cam-
paigns, highly effective in launching the Macintosh, counted
among their producers names such as that of Riddley Scott.
15. Salomon, Jean Jacques, «El nou paradigma tecno-
econòmic», Quaderns de Tecnologia, n. 1, Institut Català de Tec-
nologia, Barcelona, April, 1990, p. 15.
16. McAusland, Randolph M. N., op. cit., p. 219.
17. Petrella, Ricardo, op. cit., pp. 4-11.
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rives from the fact that the boundary between public
and private is by no means clearly defined.
The fact is that, two years after the arrival of pri-
vate television, the panorama of TV presents a chaotic
aspect: investment in advertising has fallen. While au-
diences and consumer times remain stable, the quality
of programmes has gone down, according to general-
ized opinion. As a result of this loss of quality, viewers
evidently lose receptivity, which is shown by the rejec-
tion of the spot by means of the avenging practice of
zapping, which is an attempt to flee from the constant
advertising breaks that convert the showing of films
and series of interest into sausages, served up in slices,
and from the disastrous influence of a saturation of
superfluous publicity messages inside sponsored pro-
grammes.
In spite of all this, technology makes enormous ad-
vances. Although its quality is minimal, television ar-
rives via satellite at more places than ever before and
cable and interactive transmission, high definition and
telematics are already more than reality.
We should ask ourselves if, as the Director of Ca-
nal Plus, Juan Cueto, said recently, the future of televi-
sion will see its offer divided into pay television, which
will cover a large part of the commercial exploitation
of films and will be able to offer quality in the tradi-
tional sense, that is to say, in accordance with the BBC
formula: concerts, documentaries, news programmes
and avant-garde TV,18 and a large group of tele-formu-
las, which some have already dared to designate as gar-
bage, aimed at that stratum of the public (increasingly
large, by the way) with a lower cultural level. Inciden-
tally, Canal Plus had more than 400,000 subscribers in
May 1992 and envisages reaching 700,000 by the end
of the present year after closing a financial year with
profits earlier than anticipated.
One imagines that, faced with this situation, public
television should now more than ever concentrate not
on obtaining profits but on applying policies of health,
road safety, civic education as well as on televising of
cultural exhibitions, showing documentaries etc. But
this has not occurred. It is necessary to reflect on the
influence that the new channels have had on audienc-
es: in principle there would be a kind of segmentation
which would respond to social, economic or cultural
causes. The homogenization of what is offered has
caused the viewing audience, far from dividing into
sections, to break into fragments each in search of a
spectrum of its own within a supply that sometimes
makes it difficult to know which channel the TV set is
tuned in to.
Nevertheless, the academic, political and profes-
sional debate is centred on the quantitative (in the eco-
nomic dimension of the phenomenon) and technologi-
cal aspects —these worry the political class in
particular— and leaves aside the quality of the prod-
uct that is offered, although this does not now seem to
worry anyone, not even the viewer himself, who hides
behind his zapping.
Since 1989 seven new regional and private chan-
nels have been born, with a corresponding increase of
91.9% of transmission time.19 The TV audience, how-
ever, has only increased by 7.5%. To this fact must be
added the powerful presence of self-advertising. Ac-
cording to a report from FUNDESCO, which quotes a
report of media-planning on TV advertising time, Tele-
5, during the evening period (from 17 to 20.30 hrs),
filled 26.4% with publicity: 40 minutes in 3.5 hours of
transmission, it is to say, 16 minutes per hour, of which
2 minutes per hour were devoted to self-advertising.
The remaining 14 hours means 4 minutes over the le-
gal maximum.
The programme director for Tele-5 felt that the
public ought to get accustomed to the amount of ad-
vertising on the channel, arguing that «nobody
stopped buying a car simply because there were traffic
jams». This is the same as saying that it is impossible
to make an omelette without breaking eggs. Of course,
a channel which is financed thanks to publicity has to
aim to include as much of this as is possible. Another
interesting fact is that which refers —according to the
same source— to the numbers of spots shown. In
1991, television channels included in their program-
ming 482,373 spots, 268,000 more than in 1989, and
the estimates for 1992 aimed at more than 700,000.
For Diaz Nosty, with television we find ourselves
facing an advertising situation that is «beyond the lim-
it», which has repercussions in the progressive deterio-
ration of content. Many programmes are custom-de-
18. The «traditional» formula which, incidentally, may well
cease to be so. According to a report in El País, 19 July, 1993,
British public television audiences are falling drastically and the
BBC is very seriously considering the inclusion of more «com-
petitive» programmes.
19. Diaz Nosty, Bernardo, «El estado de la comunicación»,
Comunicación Social, 1992 / Tendencias, pp. 83-109, FUN-
DESCO (annual reports), Madrid, 1992.
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signed for the advertiser, in accordance with the for-
mulas of the barter method, in which the advertisers
themselves manufacture the product. The receptive
sensitivity of the viewer is reduced, through saturation,
and his attitude towards the block of spots which
bursts into the programmes in a disturbing way is, gen-
erally, to ignore it. According to a recent study made
by the Carat company,20 non-conventional publicity
(basically sponsorships and promotions) has managed
to evade zapping to a great extent but has not been
able to establish content or to extend the territories of
the brands.
What can be done about this? Perhaps the channel-
jumping habit will lead to a higher quality of advert?
Or perhaps it will put an end to them for ever? At
present, many of the high quality spots are made for
the agencies and producers themselves to show off in
contests or to use up footage. Some campaigns are
made without any profit at all for the agency but sole-
ly to take part in contests such as Cannes.
At the other extreme, the cheap spot has brought
onto the audiovisual market a series of professionals
with scarcely any previous audiovisual experience at
all, with inevitable repercussions of the final quality of
the product. Moreover, Televisión Española (with the
regional TV channels something similar is happening,
but more moderate or more specialized in each one of
the cases), far from being aware of its function as a
public service, has tended to become merged into the
general offer of all the private channels, to the detri-
ment of the quality of its programming.
The behaviour of TVE has sparked off a lively con-
troversy. The private licensees have reported to the EU
the economic policy of the public body, which is fi-
nanced by means of state subsidies and private adver-
tising subsidies without distinction. Incidentally, Spain
is the only European country whose legislation does
not limit the maximum number of hours of advertising
permitted on State television channels. If we analyse it
in depth, however, the reaction of TVE is understanda-
ble. In spite of maintaining its first place in audience
figures, especially in those autonomous regions which
have no television of their own, regional channels first-
ly and then the private channels have reduced TVE's
advertising revenue from 165,330 millions in 1989 to
104,883 millions in 1991.21 It would seem that TVE
failed to plan as it should have done the impact that its
competition would suppose, and its desperate reaction
has been, instead of planning a genuine television for
the service of the public, to answer the enemy with its
own weapons.
To sum up, there is a clear fall in advertising invest-
ment, motivated in part by a generalized economic cri-
sis and in part by a lack of confidence of advertisers in
the effectiveness of present formulas. These are also
questioning the efficacy of methods of audience meas-
urement. New technologies have been used increasing-
ly but the product is gradually becoming weaker. The
scandal, in this sense", is already there: in 1993, the
company Sofres (formerly Ecotel) measured viewing
figures during the severe blackout which affected the
whole of Catalonia at the end of August.22
Socially, the aesthetics we are experiencing displays
an acceptance (duly toned down) on the part of society
of those art forms of the postmodern avant-garde of
the eighties, but its origins hark back to the previous
decade. We have passed from the consequences of the
political changes of the transition period (end of cen-
sorship, freedom of expression, nudity, political activ-
ism...) to a kind of hangover of all those facts which
led to the triumph of the movements with the special
aesthetics they inherited from punk, a return to purity,
a disdain for politics and a sublimation of high tech-
nology and its capacity for generating aesthetics. We
Spaniards do not seem to have completely freed our-
selves from the political influence of the transition
years of militant protest activism, not even though they
have been dressed up in postmodern packaging. The
lack of a solid cultural base —the reading level has
come crashing down in the last few years compared to
a slight increase between the seventies and the eighties
with respect to the European average— has meant that
at present we enjoy this packaging in its purest form,
that is to say, quite lacking in any content whatsoever.
Enrique Gil Calvo,23 sociologist and professor of
the Complutense University of Madrid, wrote in a re-
cent article that «the Spanish demand for communica-
tions is third-worldish: very little reading (and even
less press) and much garbage television (entertainment
20. Actitudes y comportamientos frente a la television y la
publicidad, produced by Synapse for Carat. See El Pats, Mon-
day, 6 September, 1993.
21. Diaz Nosty, Bernardo, op. cit.
22. See «Las televisiones detectan graves anomalías en la
medición de audiencias», El País, Friday, 10 September, 1993.
23. Gil Calvo, Enrique, «La cuestión de la demanda: ¿can-
tidad o calidad?», Comunicación Social, 1992 / Tendencias,
pp. 128-135, FUNDESCO (annual reports), Madrid, 1992.
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and amusement)». Private television can legitimately
exploit this situation, as it is not its job to change the
status quo, but public television should not act in the
same way, since its final aim should be to change and
correct the situation. On the contrary, the state radio,
with an apparently more clearly defined horizon, has
no advertising and in theory is financed entirely from
the public budget.
Incidentally, the fearsome consequences that were
predicted of the influence of the expansion of the audi-
ovisual sector on the rest of the media have not only
failed to come true but they have not been confirmed
in any way whatsoever. Spain continues to be a coun-
try that bets heavily, for example, on radio. It was the
number one European country in investment in radio
advertising in 1991 and this, together with the press,
which gained 4 points between 1989 and 1991 as
against the 4.8 that TV lost, has regained the confi-
dence of the advertisers that had abandoned it, dazzled
as they were by the appearance of the cheap spot.
The crisis, therefore, is also an ethical crisis (not
only creative or aesthetic). The messages increase de-
spite the fact that their lack of effectiveness is evident.
Studies on their repercussions are scarce or are attenu-
ated, creativity and aesthetic quality have decreased in
proportion to the programmes they are inserted into,
and nobody seems to be worried about the real reper-
cussion of this loss of quality. According to the year-
book for 1992 of Control, 83.6% of viewers show
their most definite rejection of advertising breaks in
programmes. Formerly, these fulfilled a social func-
tion: they served as a breathing space for the house-
wife, who took advantage of the moment to clear the
table or change the plates for the family, who in their
turn took advantage of the opportunity to go to the
toilet. Today, if we had to take advantage of every
break to do something, we should probably complete-
ly lose the thread of what we were watching.
This lack of ethics in the sector is also revealed in
tendentious language —in the real sense of the term,
not in the sense designated by the theoreticians of the
seventies—, such as the approximation to art to which
I referred, camouflaging empty messages with false
styling, the consequences of which are social manifes-
tations of the framework type or an idealogical ap-
proximation to nature, through publicity and green
products.
An ethical crisis
This «lack of ethics» from which the advertising me-
dia suffer is not only revealed in false utilization of
form or in the deliberate degradation of content quali-
ty in programming. In May 1992 Greenpeace made
public a report entitled The strategy of image-cleaning,
the reponsibility of Kenny Bruno, the co-ordinator of
their campaign on the import and export of dangerous
products. This was an analysis of the work of those
companies which set themselves up as protectors of the
environment and as leaders of the struggle to eradicate
poverty and their true environmental impact.
They are the same companies (DuPont, for exam-
ple, responsible for the emission into the atmosphere
of the famous CFC and who denied it for more than
14 years)24 that during the seventies and eighties
turned a deaf ear to ecological demands. Now that
these groups have reached the large masses of consum-
ers, they are taking initiatives such as those of the sus-
tained development.
One ethical maxim which advertisers have main-
tained for years says that in advertising one cannot lie.
This is based on the assumption that, if the product
message deceives, the public will realize this when they
buy it and the result could be disastrous both for the
product and for its advertiser. False ecological publici-
ty, like political publicity, seems to have forgotten this
almost completely.
The green image, which generally consists of a
company restructuring so as to include executives at a
high level concerned with environmental matters, the
creation of environment programmes (reduction of
waste and the labelling of dangerous products, for ex-
ample), is concentrated on responding to popular con-
cern for the environment, even on occasions not re-
quired by law, and on the inclusion of environmental
themes in advertising and public relations.
The clearest example of what I am referring to can
be found in the adoption of environmental policies,
codes of behaviour and guiding principles on a volun-
tary basis. The so-called responsible care originated in
Canada in 1984 as a direct reply to the Valdez princi-
ples. Exxon, which in the sixties was basically con-
cerned with the problems of change of image (graphic
and industrial), has changed its public relations strate-
gy. The independent public relations company Burson-
24. Greenpeace report.
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Marsteller (B-M), the biggest of its type in the world,
today devotes itself to assessing ecological problems of
image-cleaning.
Its experience in this field is enormous: according
to the Greenpeace report, it assessed Babcock & Wil-
cox after the fault in their nuclear reactor at Three
Miles Island, Union Carbide after the Bophal disaster,
Exxon after the black tide caused by Exxon Valdez and
even governments like that of the Romania of Nicolae
Ceaucescu, seeing in this a good place for business. It
also helped to improve the international image of the
Argentine dictatorship and put pressure on Mexican
public opinion, thereby making possible the free trade
agreement between Mexico, Canada and the United
States.
To conclude, I should wish to sum up the different
aesthetic tendencies that reveal a terribly eclectic
present-day situation, in which the messages are per-
ceived by a lazy public who seem basically to catch the
superficial content of the advert and who, with the
same lazy attitude, place all their confidence in the
brand, which becomes the prime objective of advertis-
ing communication. Despite a lack of ideas, the fact is
that today's advertising does also pick up some excel-
lent ones. This shows that creativity still has much to
say, above all when the creatives are aware of the close
relationship between brand and target. Some adverts
almost reveal a wink of complicity between the two.
When summing up these tendencies, we must inev-
itably begin by citing those companies which insist on
quite simply rejecting advertising, considering it to be
something harmful and degrading for the brand image.
The British high-fidelity company Rega, for example,
does not advertise. It is so certain of its product that it
refuses to accept another target group that has less de-
manding ears. This is obviously a marvellous way of
advertising oneself in this perfect communion between
brand and target to which I referred.
In less radical positions, products which have tra-
ditionally made a very firm promise carry out cam-
paigns to maintain the product image. Aesthetically
these fall between «pure» aesthetic publicity (whose
wonderful aesthetic care leaves the zapper cold); «lab-
oratory» publicity, governed by a team of psycholo-
gists in the purest seventies vein, with companies like
Chanel at their head; «contest» publicity, made for the
advertising agents themselves, using codes when it
does not matter if they are not understood by the pub-
lic at large, or even by the target group: it is enough for
them to be understood (and liked) by other agencies
and advertisers. Obviously this is no more than a high-
ly specialized version of the «pure» aesthetic publicity
I have just been referring to.
Publicity based on the recovery of forgotten music
through revival is nothing more than the musical ver-
sion of this tendency. Naturally, all «revival» recovery
is intimately linked to these approaches. There is noth-
ing better than good aesthetic principles which the
public has forgotten for achieving certain success with-
out too much effort. The use of the new technologies
and electronic graphics has caused an authentic revo-
lution, above all in cinematographic production,
which will already find it difficult to dispense with the
video-clip. Graphics predominate to such an extent
that at times adverts seem more like a jigsaw puzzle
than anything else.25
At the other extreme is «concept» advertising, with
an incredible dose of rationality which usually makes
exceptionally good use of humour in its approach. It is
an excellent example of genuine creativity, capable of
being extraordinarily suggestive. It could be said that
this has come from Japanese advertising, which is
purely rational, and from the tradition of the use of a
sense of humour in the campaigns which took place
during the very origins of the medium.
Another consequence of this tendency to exploit
objectivity has borne fruit in advertising that uses real
images or reports for its own ends. In some cases the
viewing of these campaigns, which generally deal with
serious matters of social interest such as Aids or alco-
hol as a cause of traffic accidents, can mean a really
rough time for those viewers who have not been able
to switch channels fast enough. It is paradoxical that,
in those cases where publicity really looks for or needs
moralizing repercussions and a true psychological im-
pact, its only effect is on contests and politicians.
25. The use of typography or texts which accompany the
sound of the spot became popular after two video-clips of
Prince: the one announcing his Sign of time, of 1986, and that of
Alphabet Street, of 1987.
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